3 consumerist status quo, serves to prevent viewers from grasping the structures of domination, promoting a false consciousness which can be manipulated to elite advantage." There are features of this style that justify negative reactions. Predictable romances and market-driven action-features make Hindi films remarkably easy to dismiss. Limited internal or external competition and consistent industry squabbling over territories, prices, taxes, and regulations all create a picture of capitalism at its chaotic and bullying worst.
Hindi films, however, are more than simply western-influenced products of market manipulation. Like their western counterparts, they represent a continuation their culture's pre-cinema dramatic forms and stories, transformed by the capitalist economy of scale and the power of the mass media. Unlike 19th century Europe or America, however, there was no pan-Indian tradition of realistic theater in India from which a realistic cinematic tradition could have sprung. At the beginning of the twentieth century, in the Bombay area there was the light-hearted music and dance oriented Parsi theater. Like the more rural Marathi tamasha, this style was based on skits, songs, jokes, and the attractions of a troupe's female dancers, rather than on the presentation of a single narrative. At the turn of the century one also might encounter the more serious but equally musical Marathi natya-sangit or the traditional (and originally religious) Bengali music-drama, jatra. These both offered socially or politically relevant tales as well as melodrama.
For the majority of Hindi-speaking Indians, however, including those that make up the contemporary film audience, drama meant traditional styles such as the wide spread nautanki, the manch (literally, "stage") of Madhya Pradesh, and Rajasthani khyal, as well as similar regional folk-styles such as the Gujerati bhavai. All are performed by itinerant professional or semi-professional troupes, usually in outdoor settings; all emphasize music and dance.
Many offer a series of shorter plays rather than a single long production. Swann (1990, 258) notes that nautanki, and related genres "gathered its material from many sources: the Ramayana and Mahabharata, Rajput stories, the Puranas and other Indian legends, Arabic and Persian tales, historical incidents and characters, movies, and fictional material based on contemporary life." In this study I will propose that beneath the westernized gloss of the 4 commercial cinema, and despite its manipulative capitalist tendencies, there are direct connections between the Hindi cinema and the large body of epic stories that exist in oral and written versions throughout India. I suggest further, that these connections explain the continued popularity of Hindi films. To justify this assertion, I will consider the characters, story types, and plots of Hindi films with reference to a number of specific features found in traditional Indian epics in an attempt to discover functional similarities of content and narrative structure in these diverse traditions of Indian narrative entertainment.
In his description of the relationship between the classical version of the Ramayana, and a folk version of that epic from Kerala, Blackburn (1991, (112) (113) has noted that "the folk tradition as a whole provides an interpretive framework for the classical epic text." He notes that the regional variant enlarges upon and reinterprets the identity and meaning of the great pan-Indian epic. The intertextual connection between traditional epics and Hindi cinema does at times operate in a similar fashion. Most epic content, however, occupies the role of secondary or allusory sub-text, rather than primary text, in Hindi films. With the exception of the early mythological genres that overtly recounted epic stories, most Hindi film plots are not explicitly "about" Arjuna, Alha, or any other epic hero.
In addition to this basic transformation of meaning, there are a variety of frames, imposed by the conventions of commercial cinema and by the nature of popular culture. Both may interact with the original meaning of the epic content. The most obvious and distinctive cinematic frame is the beginning portion of the film itself. For most of the history of Hindi sound films, this meant a typical film-credits sequence over a static background, accompanied by instrumental music or by the film's primary song. The initiation of the event with an acknowledgment of artifice may be seen as a continuation of traditional performance practice, as well as an imitation of English and American films.
The introductory sequences in many Hindi films display distinctive blends of western and Indian dramatic conventions. Almost all Indian narrative performances, folk or court, local or supra-regional, romantic or martial, begin with a mangalacharan, a preliminary religious ritual invocation (Blackburn 1991, 20 While epic content is framed within cinematic conventions, it is important to note that traditional content can and frequently does enlarge and reinterpret the characters and plots of their commercial vehicles. In other words, the intertextual connection between traditional epics and the Hindi cinema operates in both directions. In the concluding scene of the 1993 release Khal-Nayak [Anti-Hero], the film hero, Ram, played by Jackie Shroff, is described by another character (played by Sanjay Dutt), as "he who is Ram [God] in reality." He then strikes a pose at "Ram's" feet that mirrors much of the popular iconography of Ram and his divine monkey servant Hanuman. The pose strengthens the allusion to "Ram in reality" and to the Ramayana, of which that Ram is the hero. Despite his pose, no one in or out of the film's text takes Dutt's assertion literally; it is clearly part of the cinematic artifice.
Nevertheless, the film's director relied on the audience's understanding of the intertextual relationship between the traditional/religious Ram of the Ramayana and the cinematic/popular hero Ram to enlarge upon their appreciation of the story and its characters.
Simultaneously, however, the image of Ram, as God and as the hero of the Ramayana, is framed by film fans' knowledge of actor Shroff's public life as reported in the film magazines ("Sexy Shroff's Most Explosive Interview!" Stardust, July 1993) and by his previous cinematic roles, especially, in this case, Shroff's earlier character named "Ram" from the 1989 release, Ram-Lakhan [Ram and Lakhan] , in which there were also allusions to the Ramayana.
The impact of these frames and transformations imposed upon traditional epic content by the commercial cinema, is balanced, if not outweighed by, the added meaning and appeal that traditional content and structure lend to the cinema. In the remainder of this article, I will describe a number of traditional epic features in Hindi films: story-and character-types, story 6 content, inter-personal relationships, and humorous reflexivity. I will attempt to enumerate the variety of bi-directional transformations that occur when these traditional features are incorporated into the cinematic medium.
Traditional Indian Narrative and Epic Performed narrative takes on an endless variety in contemporary India, from itinerant beggars who tell stories on street corners to well-established troupes performing popular theater genres. The broad format found in many oral epics of religious invocation followed by spoken or declaimed narrative alternating with sung commentary (e.g., Alha, Annanmar, or Pabuji) is equally common to Hindi films. Epic tales are transmitted in all possible formats and combinations of media, from written texts in classical Sanskrit, to oral traditions in many regional languages, and recently, to televised narratives in a carefully Sanskrit-ized Hindi.
Repertoires include ancient martial epics, romances, contemporary history and social issues, and tales drawn from a diversity of religious scriptures. Stories frequently migrate from one medium to another. The tale of King Harishchandra, for example, was a traditional story that became part of the secular nautanki theater repertoire during the 19th century; in 1912 it provided the plot for the first Indian-produced and directed film. Iqbal Masud reports that in 1987 the story was still performed in some regions as a folk drama, under the title Satyaharishchandrayamu (Masud 1987, 12) Hindi films. The film's title refers to the story's conclusion in which the hero's secondary paramour (having just been revealed to be the heroine's sister) is killed by the film's villain.
As the survivors stand sadly over her body, a flame (representing her soul) glows and gradually rises to hover above the heads of the hero and heroine. This is the eternal flame that will protect the surviving couple throughout their life together. This somber ending is a common enough plot convention (although not usually with the special effects), but the variety of emotion and the rapidity of emotional change throughout the film reflect the traditional importance of emotional diversity. Out of the narrative's 251 minute length, the four longest scenes are ten and eleven minutes in duration.
Two of these long scenes (each of which represents roughly seven percent of the total film) are dominated by the emotion (bhava, in terms of Indian aesthetic theory) laughter (hãsa), but the first is an entirely musical introductory segment with song and dance routines featuring first the heroine and then the hero. Of the remaining long scenes, one is dominated by sorrow (shoka); the last (the film's final eleven minutes) is fragmented into anger, wonder, fear, love, and sorrow! In the remainder of the film, the emotions succeed each other in scenes whose durations range from one minute to nine minutes, but whose average duration is four and onehalf minutes.
Richmond has compared the Indian theory of emotional content in the arts to a banquet or feast in which there is one overall flavor but in which "varieties of feelings and emotions .
. . provide the needed variety and texture" (1990, 81) . The emotional melange found in films like Amardeep can thus be seen as derived from this broad theory of dramatic aesthetics India based on rasa, or abstract emotional types, and bhava, the actual emotions and the stereotyped actions that convey them. While sudden shifts of bhava, (from laughter [hãsa] to sorrow In general, most Indian epic stories demonstrate the ambiguity of the sacred-secular distinction in Indian culture. They may be interpreted as historical or romantic tales on one hand, or religious allegories on the other, depending on the nature of the context, narrator, and audience. Even narratives that are explicitly profane, non-ritual drama, are remarkable not for their avoidance of religious content, but for their use of that content within a secular plot structure and performance context. The Hindi cinema began its career presenting stories that were explicitly or implicitly religious, and the "mythological," in which tales of the Gods were 8 recounted, is an historically significant sub-genre. Modern commercial releases in Hindi often strain the censorship regulations, and yet miracles abound in their stories; the intervention of the Gods, or in some cases Allah, deus ex machina is not infrequent (e.g., Allah Rakha [He whom God preserves], 1986). In the 1988 "comeback" vehicle of actor Amitabh Bachchan, Ganga, Jamna, Saraswati [Ganga, Jamana, and Saraswati], Bachchan's hero is rescued consistently by the god Shiva, through the offices of a supernatural cobra, an animal closely associated with this powerful deity. As the film approaches its conclusion, the divine snake even serves in the rather undistinguished capacity of a rope: Bachchan, who is dangling over a pit filled with alligators, escapes by climbing up the snake and goes on to his final triumphant confrontation with the film's villain.
Epic Story-Types and Characters
Blackburn and Flueckiger (1989, 4) have noted that Indian epic stories may be broadly Sacrificial epics emphasize the preservation of social norms or mores. Conflicts are usually emotional and internal, and are resolved either through sacrifice or super-human endurance and perseverance. In discussing the heroic role in Indian epics, Beck notes that "while a male adventurer-hero usually acts to assert family or caste rights, a heroine is more likely to play the role of protector and guardian of the status quo" (Beck 1989, 168) . Thus, the sacrificing and persevering in sacrificial tales and films are usually and conventionally undertaken by female characters: wronged wives, separated sweethearts, mothers, or sometimes courtesans with the proverbial heart of gold. Lahiri (1983, 36) (1983) is an exception to the generality of female sacrifice, although the film's title offers a potential explanation for this particular hero's stoicism. As an avatar, an incarnation of a god, Rajesh Khanna, when confronted by . Persevering against corrupt money-lenders, abandonment, betrayal, monsoons, isolation, and death, she provides the inspiration for her son's and village's survival. Regarding Dutt's character (Radha) in this film, Gandhy and Thomas (1991, 118) have noted, "It is important to recognize that, throughout the film, Radha's 'power' or 'strength' is integrally bound up with her respect for 'traditional values' . .
. it is as a paragon of wifely devotion and chastity . . . that she is accorded respect and authority." Dissanayake and Sahai (1988, 72) point out that the European scenery in much of the film contrasts with the implicit traditionalist message. Rajendra Kumar's protagonist first sacrifices his love for his traditional concepts of friendship, allowing the heroine to marry his best friend. When the heroine recognizes the protagonist's sacrifice, she begs him not to interrupt her own sacrifice. (She has married someone she does not love, the best friend, also in the name of tradition.) Kumar's protagonist is forced to commit suicide in order to ensure the success of his initial sacrifice and resolve the instability of the romantic triangle.
Romantic stories are the final category into which both epics and films typically fall.
Although almost all films have a romantic element, films or epics of the specifically romantic story-type espouse goals such as personal freedom, and the quest for love. These goals often explicitly challenge social norms or perceived divisions in Indian society (e.g., Bharosa carefully depicts the heroine's first wedding night so that the audience understands that this first marriage was never consummated. In a cinematically acceptable subterfuge, the heroine remains pure for the film's hero, her second husband. Even though the hero and society believe otherwise, the viewers know that Kapoor's actual message is one of protest under socially acceptable situations.
In their introductory discussion of Indian epic types, Blackburn and Flueckiger note that "heroes and heroines of the romantic epics may die, and even die in battle, but their deaths are without the sociological significance of the deaths in martial or sacrificial epics" (Blackburn and Flueckiger 1989, 5) . In tragic film romances, however, where the romantic tendency to challenge established norms is combined with the conventions of sacrificial plots that uphold those norms, the ultimate fate of the hero and/or heroine may well be socially significant. In such films, one or both of the young lovers are sacrificed for the sake of the norms that have been questioned. The 1936 Achhut Kanya [Untouchable Girl] is an early film in which an untouchable heroine and a Brahmin hero fall in love, thus challenging strict and powerful traditions of endogamous marriage based on caste. Hero and heroine both ultimately marry into their own castes, betraying the cinematic portrayal of romantic love for the sake of social norms. The film concludes its apparent challenge of caste law by sacrificing the heroine, who is killed trying to save her husband and her beloved. In Hindi films, death (as in Iqbal Masud has noted the resonance of tragic film romances with the story of the tragic lovers, Laila and Majnu. Widely known throughout south and central Asia, the story itself has been the subject of five Hindi films: Laila-Majnu , 1945 , 1953 , 1976 , and has provided the thematic material for many more. Like the Hindu Radha-Krishna stories, there is a connection between romantic and divine love: "earthly love is a preparation for the heavenly . . . the essential desire of [for] God" (Masud 1987, 21) .
"Laila/Radhas" appear frequently in Hindi films as romantic and/or tragic heroines. The heroine of Qayaamat se Qayaamat tak personifies the cinematic ideal of Laila/Radha, a beautiful young woman whose longing for union with her beloved compels her to risk all.
(1988) is a recent example in which a socially unacceptable marriage is actually consummated. The challenge to inter-family enmity is more than the young lovers can overcome, however: both are dead by the end of the film.
The Muslim Laila-Majnu, is an overtly tragic tale, whose religious overtones are less explicit than those of its Hindu counterpart, the story of Radha and Krishna. In the latter, Kinsley notes that "many poems portray Radha as torn between seeking out Krishna and protecting her reputation as a married village woman. Her love for him totally possesses her but is extremely dangerous to reveal" (Kinsley 1986, 86) . The consequences of such a dangerous (and extra-marital) love affair are implied in the bhakti literature that focuses on the longing (viraha) of Radha and the other gopis for Krishna. Within the conventions of film, however, and in order portray social behavior that is acceptable to critics and censors, Hindi films normally insure that unchaste females (and sometimes males as well) are accounted for through death, abandonment, or a retreat into religious life. It may be that many tragic romances explicitly portray the socially acceptable resolution to the dilemma posed by Radha's "dangerous" love affair with Krishna. Such an interpretation moves the discussion of (1989) and Khal-Nayak (1993) , are structured by allusions to these two epics, sometimes in combination. Kinsley (1986) has noted the importance of the primary female figures in India's two major epics. He suggests that the determined revenge-seeking model of Draupadi found in the 
Socio-Personal Relationships
Beck (1989) describes the importance of triangular character relationships in Indian epics; she suggests that these explain the central emotional conflicts that protagonists seek to resolve in the course of the narrative. Although the Ramayana involves a total of four brothers, it also offers a prototypical example of the triadic character relationship, fundamentally composed of a central hero (Ram), secondary male (Laksman), and secondary female (Sita). The three character positions assume specific personality traits and roles within the narrative: (1) the wise, modest, honest elder male (brother), (2) the impetuous, physical, and romantic younger male (brother), and (3) the contrasting female who often provokes one or both of the males into action.
The major figures in the popular 1961 release Gunga-Jamna [Ganga and Jamana] present a typical triadic configuration, with typically cinematic variations. In this classic martial story, a family's suffering at the hands of the local zamindar [landlord] result's in the deaths of both parents and the loss of their land. Ganga and Jamana are the two sons who revenge their parents murders. In a typically folk treatment of the hero, Ganga is well meaning, impetuous, and muscular, but not very bright, a "folk Bhima" in Beck's analysis (1989, 166) . His younger brother, Jamana, is patient and intelligent. The brothers' bipolar natures are expressed in their appearance and careers, Ganga is large and dark-skinned, dressed in the peasant costume suitable for a farmer and (later) a bandit. Jamana, on the other hand, is slender and fair. He dresses in shirt and trousers and later in his policeman's uniform.
Although circumstances place them in direct opposition (bandit versus policeman) their brotherly relations continue. Ganga dies after finally killing the evil zamindar.
The third member of this film's core triad is Dhanu, Ganga's paramour, who both supports and provokes Ganga. Dhanu's key role as motivator and activator of the bipolar 15 dyad comes when the brothers meet after Ganga has become a bandit. Jamana convinces Ganga to turn himself in, but Dhanu (by now Ganga's wife, pregnant with his child) is afraid of a future without her husband. She convinces Ganga to return to their forest retreat, leading directly to her death and subsequently to Ganga's death as well.
Secondary triads are also widespread in Indian epics. In Ganga-Jamna, Jamana is himself the central figure of a secondary triad completed by his own paramour Kamala and the village school-master. What is especially important about this triad is that it represents the ultimate triumph of the values championed by Jamana throughout the film: education, obedience, etc. Unlike Dhanu, who mirror's Ganga's peasant qualities, Jamana's beloved, Kamala, is the sister of the zamindar, an educated, upper class woman. The school-master is the "elder male" of the story, assuming a fatherly quality and personifying the virtues of learning, religion, and patience. The film's outcome clearly values these qualities (as represented by Jamana) over Ganga's, but as in many such stories, it requires both qualities to achieve a suitable conclusion. It is Ganga who, with the aid of his bandit gang, breaks up Kamala's arranged wedding to another man. Jamana's law-abiding nature offered no means of thwarting this disastrous event.
In Yash Chopra's 1975 hit, Deewar, Amitabh Bachchan and Shashi Kapoor portray a bad elder brother-good younger brother dyad. Like the father and son pair, Bhoja and Devnarayan in the Rajasthani epic Devnarayan, and like the filial dyad already described in Ganga-Jamna, Kapoor's gentlemanly, moral character exists in contrast to Bachchan's angry impetuosity. In an ending that reverses the conclusion of the Rajasthani epic, but replicates the essence of the 1961 film, Bachchan dies in his mother's arms, his criminal behaviour redeemed by his own death and by the vengeance he has wreaked on the villains for his father's death. As Beck (1989, 160) notes, "for heroes and heroines epic death involves a subtle transition rather than either a clear defeat or total victory."
In folk epics, the triangular pattern of character relations may often become extended over a wide range of characters and generations. In 1986, Nagina [Snake-Woman] offered a typical heroine-based triad with husband and mother-in-law in second and third positions.
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The situation was extended forward into the second generation in a sequel film (Nigahen [Glances], 1989) , in which the core triad featured the original heroine's daughter as the new heroine, with her fiancé and dead mother (and her supernatural power) in second and third positions (Figure 1) . In a clever marketing ploy, the same actress (Sri Devi) starred as the heroine (mother and daughter) in both films. As might be expected from a traditional Indian epic heroine, the divinely powerful Rajini (and in the sequel, her daughter Nilam) acts as the protector of her home and husband. 
Reflexive Humor
In his account of oral versions of the Ramayana, Blackburn describes the humorous, ironic, and reflexive twists which narrators add to the story. Reflexivity gains it primary value from the audience's knowledge of the genre or story being performed (or referred to) and from a collective awareness of the performance as artifice. It is, so to speak, an insider's joke, meant specifically for those members of the audience who are exceptionally familiar with a particular genre's repertoire. Blackburn (1991, 118) Exactly how long such reflexivity has been present in Hindi cinema remains unclear. The 1981 example above is the earliest instance I have noted, but is surely not the first. Such humor, however, does seem to have become more frequent over the last 15 years.
Conclusion
When Hindi films first appeared in the early 20th century, an enormous variety of traditional dramatic genres were found throughout Indian cities and villages, in many different social, historical, and religious roles. That the Hindi film industry has played an important role in the decline and even extinction of many of these dramatic forms is unquestionable. In the process, however, the commercial cinema absorbed many of the themes and textual conventions of traditional drama; these have been retained as a structural and thematic basis 19 for many of even the most contemporary Hindi films. With its epic and traditional predecessors, Hindi film shares a concern for emotional variety; it employs stereotyped characters, a limited repertoire of themes, and a consistent vocabulary of plot developments.
As noted at the beginning of this article, these attributes have provoked much of the criticism to which the products of the Hindi cinema have been subjected. It seems, however, that these features may be among the most "Indian," aspects of Hindi films. Ironically, it would seem that for many critics, one major failing of the Hindi commercial cinema is the ongoing incorporation of traditional, indigenous attributes into a modern, Euro-American mass medium.
From a different perspective, the live nature of traditional narrative performance often is set within a calendric performance cycle, and may serve an explicitly devotional or ritual function as well. These factors, together with the itinerant nature of many traditional troupes, may all have combined to lessen the negative impact of the formulaic features listed here, especially in comparison to the product and profit-oriented makers of Hindi films. Instead of a live performance, that occupies part of a ritual, celebratory, or even purely entertainmentoriented social event, and that is viewed once or twice in a year by fifty or even five hundred individuals, a Hindi film is shown three or four times daily to thousands of otherwise unrelated viewers in theaters throughout north India.
The nature of mass-media marketing requires a constant supply of new product. Even if the plot, the theme, and the characters remain the same, the film itself must be new, offering new fashions, new faces, and new songs. Throughout their lives, Indian audiences of traditional drama may attend countless retellings of a traditional epic, such as the Ramayana; they go expecting not a new story and new characters, but with the knowledge that the tale's familiar characters and themes will once again assert the vitality of their view of themselves and the world. In a similar manner, Indian film audiences view the same stories and characters in countless retellings. The cinematic package (the film's title, setting, stars, plot details, songs, etc.,) is different, but inside the package, the message is familiar and, perhaps, comforting in the increasingly stressful world of contemporary India. In spite or their role in a 20 cynical, capitalist industry, and in spite of the sometimes stultifying films that result from their application, the traditional content and narrative conventions of the Hindi cinema locate that cinema, at least partially, within an old and deeply rooted set of Indian cultural meanings and values.
